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The Heart of the Labyrinth:
Reading Jim Henson's Labyrinth
as a  M odern  Dream  V ision
S h i l o h  C a r r o l l
"I've b rought you  a gift. It's a crystal, noth ing  more. But w hen  you tu rn  it 
th is w ay and  look into it, it'll show  you  your dream s."
—Jareth, Labyrinth (Scene 4)
T h e  d r ea m  v isio n  is  a  g en re  w ith  a  lo n g  liter a ry  tr a d itio n . T his gen re  
inc ludes w o rk s such  as D an te 's  Divine Comedy, G uilliam e de  L o rris 's  
Romance o f the Rose, "Pearl," a n d  C haucer's  Book o f the Duchess, am o n g  others. 
M ed ieval poets freq u en tly  u se d  d ream  v isions to  explore  d im ensions of the 
psyche, often  serv ing  "as  dep ic tions of th e  in n e r life of characters,"  w h ich  
p ro v id es m o tiva tion  a n d  character b ack g ro u n d  as w ell as reasons for su d d en  
character tran sfo rm atio n s an d  ou t-o f-character decisions (R ussell 26-7). Jim  
H en so n 's  1986 fan tasy  com ing-of-age m ovie, Labyrinth, can be re a d  as a d ream  
vision. Labyrinth's p ro tagon ist, Sarah, m a tu re s  by  several years in  a m a tte r  of 
h o u rs  after trav e lin g  th ro u g h  a fan tastic  lab y rin th in e  w o rld  p o p u la te d  w ith  
fu zzy  crea tu res an d  a sin ister yet sensual G oblin  K ing, Jareth . W hile Labyrinth 
does n o t exactly  conform  to th e  fo rm u la  of d ream  v isions as u se d  by  m ed ieval 
poets, it con ta ins m an y  of th e  sam e elem ents, such  as th e  n a tu re  of th e  d ream er, 
th e  d ream  g u ide , a n d  allegorical figures.
Labyrinth o p en s w ith  Sarah, clad  in  a m ed ieva l-e ra  g ow n  an d  flow ery  
coronet, speak in g  en trea tin g ly  to the cam era, b u t she falters a n d  h a s  to  check h e r 
lines in  a sm all book she d raw s  from  h e r  sleeve. A  bell beg in s to  toll, an d  she 
h ikes u p  h e r dress, revealing  b lu e  jeans u n d e rn e a th  it, a n d  ru n s  for hom e 
th ro u g h  a su d d e n  p o u rin g  rain . She confron ts h e r  stepm o ther, h as  an  a rg u m en t 
w ith  h e r  father, an d  is left alone to  te n d  h e r  b ab y  b ro ther. W hile  h e r  b ro ther, 
Toby, cries, she tries to  calm  h im —un su ccessfu lly —w ith  a sto ry  from  th e  book 
she 'd  b een  read ing , also titled  Labyrinth . A fter a few  m inu tes , she gets fed  u p  an d  
w ishes th a t the  gob lins w o u ld  com e take  h e r  b ro th e r aw ay  " r ig h t now !" She is 
shocked  w h en  h e r  b ro th e r ac tua lly  d isap p ea rs  a n d  Jareth , th e  G oblin  K ing, 
ap p ea rs  in  th e  b ay  w in d o w . She p lead s  w ith  h im  to re tu rn  Toby, a n d  th o u g h  he  
tries to  ta lk  h e r  o u t of w an tin g  h im  back, she is adam an t. F inally , Jare th  agrees to 
re tu rn  T oby  -  if S arah  can solve h is  labyrin th . H e  an d  Sarah  are tran sp o rted  to  a
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h ill overlook ing  th e  labyrin th , w h ere  S arah 's  q uest begins. She finds h e r w ay  
th ro u g h  th e  lab y rin th  (w ith  equa l p a rts  h e lp  an d  m ed d lin g  from  the crea tu res 
in s id e  an d  Jare th  h im self), rescues Toby, a n d  is m ag ically  tran sp o rted  back  to  h e r 
house  as th e  clock strikes m id n ig h t.
D esp ite  th e  lack  of defin ite  sleep ing  an d  w ak in g  m om ents , Labyrinth 
con ta ins m a n y  psychological a n d  narra to log ica l clues th a t ind ica te  it m ay  
ac tua lly  be  a d ream . P sychologists such  as E rnest H a rtm a n n  h ave  done  ex tensive 
research  a n d  tes tin g  on  d ream in g  a n d  p e rsona lity  types. Sarah, w ith  h e r  creative­
m in d ed n ess , fits th e  perso n a lity  ty p e  of a th in -b o u n d a ried  person . A  p e rso n  w ith  
th in  bo u n d arie s , o r little  d iv ision  be tw een  in te rn a l p rocesses, ten d s  to 
"experience  sta tes of b e in g  half-aw ake a n d  half-asleep, o r w ill becom e deep ly  
im m ersed  in  d ay d ream in g  o r in  reverie, so th a t a t tim es th e  b o u n d a ry  betw een  
rea l life an d  fan tasy  m a y  be  un c lea r"  (H artm an n  a n d  K u n zen d o rf 102). 
P sychologists h ave  also fo u n d  a co rrelation  be tw een  th in  b o u n d a rie s  an d  "a  
belief in  o r ten d en cy  to experience  p a ran o rm al p h en o m en a" (H artm ann , 
H arriso n , an d  Z borow sk i 356). People  w ith  th in  b o u n d a rie s  te n d  to  be a rt 
studen ts , m u s ic  studen ts , o r o th e r crea tive-m inded  in d iv id u a ls  (353).
S arah 's  creative perso n a lity  is illu s tra ted  in  the  earliest scenes. 
Im m ed ia te ly  after th e  o p en in g  credits, w e see h e r  in  a m ed ieva l costum e, 
p rac tic ing  lines from  a p la y  called  Labyrinth. H e r room  con ta ins books such  as 
Where the W ild Things Are, The Wizard o f Oz, G rim ms' Fairy Tales, an d  Through the 
Looking Glass. H er m o th e r w as an actress, as ev idenced  b y  th e  n ew sp ap e r 
c lipp ings an d  p layb ills in  S arah 's  scrapbook  a n d  o n  her m irro r. S arah 's  d ram atic  
tendenc ies m a y  be an  a ttem p t to em u la te  her m o ther, w ho  she u n d o u b te d ly  finds 
m ore  in te restin g  th an  her stepm o ther, o r m a y  be d u e  to a  genetic  tendency  
to w ard  im ag inative  behav io r.
T he single, sw eep ing  look w e g e t o f S arah 's  ro o m  p ro v id es  fu r th e r 
clues. N early  ev e ry th in g  in  S arah 's  room  is reflected  in  th e  L aby rin th  in  som e 
w ay, in d ica tin g  th a t h e r  jo u rn ey  th ro u g h  th e  L aby rin th  is a jo u rn ey  th ro u g h  h e r 
o w n  subconscious. D esp ite  th e  in te rn a l n a tu re  of th e  jou rney , it ap p ea rs  very  
external; S arah  leaves h e r  h o u se  th ro u g h  a w in d o w  (a m ove H en so n  bo rro w ed  
from  M aurice  S endak 's  Ouside Over There [W hite 119]) an d  en te rs  a fan tastic  
w orld . H en so n 's  decision  to b lu r th e  lines be tw een  sleep ing  an d  w aking , fan tasy  
an d  reality , m ay  be d u e  to a  n eed  to h e igh ten  th e  v isual im p ac t o f th e  m ovie; the 
su d d e n  d isap p ea ran ce  o f th e  house  from  a ro u n d  S arah  as she looks th ro u g h  the 
w in d o w  at the  L ab y rin th  is m u ch  m ore  v isu a lly  in te restin g  th a n  S arah  falling 
asleep  an d  find ing  herself in  o r near th e  L abyrin th . It m a y  also be  d u e  to  a  need  
to h e igh ten  th e  im m ed iacy  of the story. A  jo u rn ey  th a t ap p ea rs  rea l is m u ch  m ore  
likely  to  affect S arah  th a n  som eth ing  s h e —a n d  th e  au d ien c e—recognizes as a 
d ream . It is also possib le  th a t H en so n  w as try in g  to conform  to several 
defin itions of F an tasy  w h ich  claim  th a t d ream s are  a logical exp lana tion  for
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fan tastic  events, th u s  rem o v in g  such  stories from  th e  rea lm  of tru e  F an tasy  
(Tynn, Z aho rsk i an d  Boyer 4; M an love 16-18; W olfe 2226). W hatever H en so n 's  
reasons, S a rah 's  psychological sta te  a n d  th e  para lle ls  be tw een  S arah 's  room  and  
th e  lab y rin th  b o th  ind ica te  th a t Labyrinth is still a psychological jo u rn ey  ra th e r 
th a n  a "rea l"  one, an d  as such  can be an a ly zed  as a d ream  vision.
M edieval d ream  v isionaries w ere  often  in  a sta te  th a t necessita ted  
in te rv en tio n  from  an  o u ts id e  source. Som e, such  as C hau cer's  Duchess n a rra to r, 
a re  h a v in g  troub le  sleeping. D an te 's  p ilg rim  h as  fallen  in to  a sta te  of sin. The 
n a rra to r of "P earl" h a s  experienced  the d ea th  of h is  dau g h te r. N early  every  
d ream  v is io n ary  h as som e em otional troub le  th a t h e  canno t solve him self, 
w h e th e r h e  is aw are  of it o r no t. H e  is in  n eed  of g u id an ce  an d  advice th a t he  
canno t f in d  in  th e  physica l w orld , so h is  m in d  conjures a se tting  in  w h ich  h e  can 
fin d  w h a t h e  needs. The d ream s a n d  those  in  th em  teach  th e  v is ionaries 
necessary  an d  im p o rta n t lessons to  h e lp  th em  m ove th ro u g h  th e ir cu rren t crises.
A s a teen ag er on  the  cusp  of ad u lth o o d , S arah  is a typ ical d ream  
v is ionary ; she n eed s  th e  lessons th e  d ream  can teach  h e r  a n d  ten d s  to  be  ob tuse  
ab o u t lea rn in g  th em  (G ainer; M arti 181). She in itia lly  self-identifies as a fa iry  tale 
p rincess, im ag in in g  overb low n  conflict be tw een  h erse lf a n d  h e r  stepm other, 
ac ting  as th o u g h  bab y sittin g  is an  u n to ld  b u rd e n  of slavery, an d  u s in g  overly  
d ram atic  speech  pa tte rn s . H e r step m o th e r recognizes th is as w ell, com p la in ing  to 
S a rah 's  fa ther th a t "she  trea ts  m e  like th e  w icked  s tep m o th e r in  a fa iry  sto ry  no  
m a tte r  w h a t I say!" (scene 2).
W hile  S arah  em u la tes  h e r m o th e r 's  acting  career, she h a s  troub le  
d iffe ren tia ting  b e tw een  ac ting  an d  life, p rob ab ly  because  of b o th  h e r  th in  
b o u n d a rie s  an d  h e r  age. She m a y  iden tify  m ore  w ith  th e  characters h e r  m o th er 
p layed , w hich , from  th e  n e w sp a p e r  clippings, seem  to h ave  b een  rom an tic  leads, 
th a n  w ith  h e r m o th e r herself. H e r m o th e r 's  career 's  influence on  S arah 's  p syche 
is also ev id en t in  Jareth , w ho  looks susp ic iously  like a m a n  w ho  is often  seen  
p o sin g  w ith  S arah 's  m o ther. The actor ap p ea rs  to p la y  opposite  S arah 's  m o th e r 's  
lead , m ak in g  h im  an  object of rom an tic  attraction , as is ev id en t la te r in  th e  m ovie.
In  a stereo typ ica l teen ag ed  m anner, S arah  constan tly  p rocla im s th a t 
" it 's  n o t fair!" w h en  an y th in g  goes ag a in s t h e r w ishes or desires, reg ard less  of the 
ev en t's  actua l re la tive fairness o r lack thereof. She takes o u t h e r  fru s tra tio n  at 
b e in g  p u lled  aw ay  from  h e r  d ay d ream in g  to b ab y -s it on  h e r  b ro ther, re fu sin g  to 
p ick  h im  u p  o r com fort h im  w h en  h e  cries, in s tead  te lling  h im  the  sto ry  of h e r 
p la y  a n d  th rea ten in g  to  ask  the  goblins to  com e take  h im  aw ay. T he d ream  
b eg in s w h en  she finally  does proclaim , "I w ish  th e  gob lins would com e a n d  take 
you  aw ay. R ight now !" (scene 3). Toby im m ed ia te ly  d isap p ea rs , a n d  Sarah is 
confron ted  w ith  th e  task  of rescu in g  h im  from  th e  gob lins b y  fin d in g  h e r  w ay  
th ro u g h  th e  L aby rin th  to th e  castle in  th e  city  a t th e  center. W hile f in d in g  h e r
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b ro th e r is th e  u ltim a te  goal of h e r  v ision  quest, a long  th e  w ay  S arah  learns 
valuab le  lessons th a t h e lp  h e r m atu re .
O ne of th e  first lessons S arah  learn s w h ile  in  th e  L aby rin th  is th a t it 's  
okay  to ask  for h e lp  if it 's  n eed ed , or, as H ogg le  advises, n o t to  take  too  m u ch  for 
g ran ted . At first, she d em an d s  in fo rm ation  from  H oggle, th e  dw arflike  m a n  she 
en coun te rs  o u ts id e  th e  L abyrin th , th en  assum es too m u ch  from  th e  in fo rm ation  
h e  does g ive her. H e  asks, "W ou ld  you  go left o r righ t?" an d  she asks h im  for 
advice. W hen  h e  says h e  "w o u ld n 't  go e ither w ay ," she assum es h e 's  b e in g  ru d e  
an d  sn ap s a t h im  ra th e r th an  ask ing  for clarification (scene 6). A fter a few  
m in u te s  of ru n n in g  d o w n  a stra ig h t p a th  w ith  n o  a p p a re n t tu rn s  or openings, 
she encoun te rs a tin y  b lu e  w orm . She learns from  h im  w h a t she cou ld  have  
go tten  from  H ogg le  if she 'd  asked  h im : th e  w alls are  r id d le d  w ith  open ings 
h id d e n  b y  op tical illusion. She h a s  n o t yet lea rn ed  to  ask  for clarification, 
how ever; w h en  th e  w o rm  cau tions h e r  n o t to  "go  th a t way! N ever go that w ay," 
she cheerfu lly  changes d irection . T he w o rm  n o tes  to  h im self: " if she 'd  k ep t on 
g o ing  d o w n  that w ay, she 'd  have  gone s tra ig h t to th a t castle!" (scene 7). A fter h e r 
en coun te r w ith  th e  w orm , she seem s to realize  th e  necessity  of details, a n d  she 
asks every  frien d ly  crea tu re  she en coun te rs  for h e lp  f in d in g  h e r  w ay  th ro u g h  the 
L abyrin th , seriously  considering  ev ery  ounce of adv ice  th ey  p rov ide . W hile n o t 
everyone is m u ch  help , she re sp o n d s g rac iously  a n d  th an k s  th em  anyw ay.
T he n ex t lesson  Sarah learns is that, h ow ever cliched, life is n 't  fair. 
M an y  of th e  th ings sh e 's  c laim ed a re n 't  fair since en te rin g  th e  L aby rin th  tru ly  
a re n 't  fair (unlike th e  ra in s to rm  th a t she d u b s  u n fa ir a t th e  b eg in n in g  of the 
m ovie), such  as w alls m ov ing , tin y  in h ab itan ts  of th e  L aby rin th  chang ing  the 
m ark s  sh e 's  m ak ing , a n d  Jare th  tak in g  aw ay  som e of h e r  a llo tted  tim e. Jare th  h as 
n o  sy m p a th y  for h e r  an d  s im ply  replies, "You say  th a t so often. I w o n d e r w h a t 
y o u r basis for com parison  is?" (scene 12). Ironically , it takes an  act of u n fa irn ess  
on  S arah 's  p a r t to  teach  h e r  th is lesson. W hen  H ogg le  com pla in s th a t h e r theft of 
h is  pouch  of jew els is n 't  fair, she says, "N o, it isn 't. B ut th a t s  ju s t the  w ay  it is." 
H e r su d d e n  look of u n d e rs ta n d in g  ind ica tes th a t sh e 's  lea rn ed  th a t th in g s m ay  
n o t be fair, b u t th ey  m u s t be d ea lt w ith , n o t w h in e d  ab o u t (scene 13). She does 
n o t u tte r  th e  p h ra se  "It is n 't  fair!" aga in  for th e  re s t of th e  m ovie.
T he last lesson she learns is th a t m ateria l possessions are  n o t as 
im p o rtan t as people . At th e  b eg in n in g  of th e  m ovie, Sarah  d iscovers h e r  te d d y  
bear, Lancelot, m iss in g  from  h e r room  an d  sto rm s in to  T oby 's room  to re trieve  it. 
She beg in s th is lesson  v e ry  soon after en te rin g  the  L abyrin th ; she g ives H ogg le 
h e r  b racele t in  p ay m en t for lead in g  h e r  o u t of th e  oublie tte , w h ich  h e  w as go ing  
to  do  anyw ay . H ow ever, the  b racele t w a sn 't d ea r to  h e r  an d  is no  real loss. Later, 
she g ives an  u n h e lp fu l "oracle" one of h e r  rings, w h ich  she takes off w ith  a b it 
m ore  reluctance. H ogg le  com plains ab o u t th is dona tion , w h ich  show s the 
b eg in n in g  of h e r  g row th ; H ogg le  is a v ery  m ateria listic  character. T he fact th a t
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she h as done  som eth ing  to  d isp lease  h im  show s she is lea rn in g  th a t m ateria l 
possessions are  less im p o rtan t. T he lesson  is w ell an d  tru ly  lea rn ed  d u rin g  
S arah 's  en coun te r w ith  the  G arbage L ady, w ho  carries all of h e r  possessions on 
h e r  back  a n d  tries to g e t Sarah to  do  th e  sam e. S arah  is a b it confused  from  a 
p rev io u s exposu re  to  a ha lluc inogen ic  d ru g  an d  th e  in cong ru ity  of f in d in g  a copy 
of h e r  b ed ro o m  in  a d u m p , an d  she allow s the  G arbage L ady  to h a n d  h e r  item s 
an d  pile  th em  on  h e r  back. But th en  she finds h e r  copy  of th e  p lay  Labyrinth an d  
rem em bers  h e r  d u ty  to save Toby. " I t's  all junk!" she cries, th ro w in g  h e r 
possessions from  h e r  back, an d  th e  rep ro d u c tio n  of h e r  b ed ro o m  crum bles 
a ro u n d  h e r  (scene 22). W hen  she re tu rn s  to  th e  rea l w orld , she gives L ancelo t to 
Toby, a sign of h e r  u n d e rs ta n d in g  of th e  fleeting  n a tu re  of m ate ria l possessions 
an d  th e  g enera l m a tu rin g  she h a s  u n d e rg o n e  in  th e  L abyrin th .
D ream  v isions often  inc lude  a g u id e  to h e lp  th e  v is ionary  lea rn  the 
necessary  lessons. D an te 's  p ilg rim  h a d  V irgil to  lead  h im  th ro u g h  he ll an d  
exp la in  th e  p u n ish m en ts  of th e  dam n ed . T he "P earl" d ream er m u s t be  rem in d ed  
of C h ris tian  doctrine  by  a y o u n g  w o m an  w h o  m a y  or m a y  n o t be h is  dau g h ter. 
A n d  C hau cer's  Duchess n a rra to r h as th e  k n ig h t in  b lack  w ith  w h o m  to d iscuss 
loss an d  love. D ream  v isions w ere  often  a d ia logue be tw een  th e  d ream er an d  the 
gu ide , th e  jo u rn ey  itself tak in g  second  place to  the  d ia logue (G ainer). T his is tru e  
for Labyrinth as w ell; w h ile  th e  jo u rn ey  is an im p o rtan t p a r t  of S a rah 's  lea rn ing  
experience, she learns m o s t of h e r  lessons a n d  receives gu id an ce  th ro u g h  ta lk ing  
to  o th e r characters.
Sarah  receives h e lp  an d  g u idance  from  several d ifferen t crea tu res in  the 
L abyrin th , b u t th e  p lay  she h as b een  reh ea rsin g  is h e r  m a in  gu ide . T he book itself 
does n o t qu ite  rep lace  a h u m a n  g u id e  an d  m akes v e ry  few  physica l appearances, 
b u t b y  p ro v id in g  a scrip t to  follow , it is th e  closest th in g  to  a consisten t g u id e  
S arah  has. A t th e  b eg in n in g  of the  m ovie, she is seen p rac tic ing  lines from  the 
en d  of th e  p lay , th e  exact lines she u se s  aga in s t Jare th  a t the e n d  of th e  m ovie. 
She tells th e  sto ry  to  Toby d u rin g  h e r  fit of p iq u e  a t h a v in g  to  bab y sit h im . She 
know s im m ed ia te ly  w ho  Jare th  is w h en  h e  arrives a n d  accepts u n q u estio n in g ly  
h is  challenge to  solve th e  L aby rin th  w ith in  th irteen  h o u rs . W hen  she s tray s far 
off th e  p a th  d u e  to  Ja re th 's  d ru g g e d  peach  an d  n ea rly  a llow s h erse lf to  be  taken  
in  b y  th e  G arbage L ady, she finds h e r copy of th e  book  a n d  once aga in  reads 
a lo u d  th e  final lines of th e  p lay : "T h ro u g h  d an g ers  u n to ld  a n d  h a rd sh ip s  
u n n u m b ered , I h av e  fo u g h t m y  w ay  h e re  to  th e  castle b ey o n d  th e  G oblin  C ity  to 
take  back th e  child  th a t you  h av e  sto len" (scene 22). T he book rem in d s  h e r  of her 
d u ty  a n d  g u id es  h e r  back  to  th e  necessary  p a th  to save Toby.
H e r com pan ions are  h e r  su p p o r t struc tu re , n o t h e r  gu ides; accord ing  to 
B rian H enson , "u ltim ate ly , all th ey 're  d o in g  is g iv ing  advice, b u t w h a t th ey  are, 
really , is sp iritua l su p p o rt"  ("Journey"). N one of th em  k n o w s h o w  to find  the 
castle at th e  center of th e  lab y rin th  (H oggle m igh t, b u t if h e  does, h e 's  n o t
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telling). T hey  do, how ever, g u id e  h e r  to w ard  ad u lth o o d  an d  sp iritu a l g row th . 
A n d  a lth o u g h  Ja re th  is the  en tity  th a t p u lls  h e r  in to  th e  d ream  w orld , h e  never 
d irec tly  an sw ers an y  of h e r  questions a n d  con tinuously  tries to  sabo tage  h e r 
jou rney . Sarah  succeeds in  n av ig a tin g  th e  L aby rin th  a n d  rescu in g  h e r b ro th e r in 
sp ite  of h im . H e  m a y  still be  considered  a g u id e  because  S arah  learns to  do  the 
opposite  of w h a t he  tells h e r to  in  o rd e r to  find  h e r w ay  an d  because  in terac tion  
w ith  h im  show s her th e  p a rts  of ad u lth o o d  th a t she is n o t y e t re ad y  for.
O ne of th e  m o s t com m on e lem en ts of d ream  v isions is allegory; the 
characters p o p u la tin g  the  v ision  are  s tan d -in s for aspects of h u m a n  psychology, 
person ifica tions of id eas or tra its  (G ainer). The Romance o f the Rose is a p rim e 
exam ple  of allegory , con ta in ing  characters such  as F riend , Rebuff, F air W elcome, 
an d  W isdom . N one of these  characters is a w ho le  person , b u t facets of th e  h u m an  
m in d . In  D an te 's  Inferno, th e  a llegory  is m ore  subtle. Each of th e  peop le  D an te 's  
p ilg rim  encoun te rs  is a rea l h isto rical figure, b u t  th e ir p u n ish m en ts  are  physical 
rep resen ta tio n s of th e ir o w n  sins tu rn e d  on  th e  s inner (G ainer). Since a d ream  
v ision  is an in te rn a l jo u rn ey  th ro u g h  th e  d ream er 's  m ind , it is reasonab le  to 
assum e th a t th e  characters are  facets of th e  d ream er him self.
M ost of the crea tu res in  th e  L aby rin th , in c lu d in g  S arah 's  com panions, 
a re  allegorical figures. Jare th  has been  iden tif ied  as th e  fa iry  tale arch e ty p e  of the 
D em on  Lover, w ho  "ap p ea rs  to be  a v e ry  sensual a n d  fabu lous catch," b u t n o t 
w ith o u t consequences (A rend t 42). H e  poses as P rince C harm ing , o ffering  Sarah 
all of h e r  d ream s an d  desires, b u t th is  g ift com es w ith  a p rice -  she m u s t g ive u p  
h e r b ab y  b ro ther. H e  tem p ts  h e r w ith  her o w n  self-iden tification  as a fairy-tale 
p rincess, c la im ing  th e  g ift is "n o t for an  o rd in a ry  g irl w h o  takes care of a 
scream ing  b aby" (scene 4). S arah  finds Jare th  fascinating , a t least u n til he 
a ttem p ts  to  take  on  th e  ro le o f P rince C h a rm in g  w ith  h e r as h is p rincess d u rin g  
th e  ball sequence. T he presence  of rau co u s ad u lts  d ressed  like gob lins rem in d s  
S arah  th a t if she g ives in  to  th e  sensual p leasu re  th a t Jare th  offers her in  re tu rn  
for g iv in g  u p  her b ro ther, she w ill e n d  u p  th e  queen  of th e  goblins. H e r fa iry  tale 
sh a tte rs  w h en  she realizes th a t Jare th  as P rince C h arm in g  is all an  illu sion  an d  
n o t a p ro m isin g  rea lity  (A rend t 43).
A t th e  sam e tim e, Jare th  rep resen ts  th e  d an g er in h e ren t in  S arah 's  
ten d en cy  to  lose h erse lf in  h e r  im ag ination . E v ery th ing  Ja re th  has done  is 
because  of an d  for Sarah, because  h e  exists o n ly  in  h e r  m ind . "You asked  th a t the 
ch ild  be taken; I took h im ," he says. "You cow ered  before  m e; I w as frigh ten ing . 
I h ave  reo rd e red  tim e. I h ave  tu rn e d  th e  w o rld  u p sid e -d o w n , a n d  I h ave  done  it 
all for you. I am  ex h au sted  from  liv ing  u p  to y o u r expecta tions of m e" (scene 
27). H e  falls in  love w ith  h e r  because  th e  sto ry  calls for it; "b u t w h a t no -o n e  k n ew  
w as th a t th e  K ing  of th e  G oblins h a d  fallen  in  love w ith  the  girl, a n d  h e  h a d  given 
h e r certain  pow ers"  (scene 3), S arah  claim s w h ile  te llin g  Toby th e  story. H e  takes 
T oby  because  she w ishes for it. H e  gives h e r a w ay  to  reclaim  h e r b ro th e r because
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she n eed s  to  g e t T oby  back. A n d  h e  w orks ag a in s t h e r  a n d  tries to  scare h e r 
because  she expects it of h im . T hese expectations create  a sensual ten s ion  th a t is 
o d d  for Sarah, w h ich  she u ltim a te ly  rejects a t the  en d  of th e  m ov ie  w h en  Jareth  
asks h e r  to  g ive contro l over to  h im . In s tead , she exerts h e r  contro l over h im , 
b rin g in g  h e r  im ag in a tio n  u n d e r  h e r  p o w er ra th e r th a n  a llow ing  h erse lf to be 
con tro lled  b y  h e r  im agination .
S arah 's  th ree  com pan ions rep re sen t p a rts  of h e r  o w n  perso n a lity  th a t 
she m u s t in teg ra te  in  a ba lanced  an d  h ea lth y  w ay. B rian H en so n  p o in ts  o u t th a t 
"as  a th reesom e, they 're  so lid  an d  w h a t Sarah  needs. In d ep en d en tly , th ey 're  all 
w oefu lly  lack ing" ("Journey"). H e  claim s th a t none  of th e  th ree  share  
characteristics, th a t toge ther th ey  are a w ho le  person .
H oggle, th e  firs t one she m eets, is rep resen ta tiv e  of sensib ility  a n d  self­
p reservation . H e  is a se lf-proclaim ed cow ard  an d  refuses to apo log ize  for it. 
W henever som eth ing  scares h im —u su a lly  Ja re th —or S arah  h e a d s  in to  a 
po ten tia lly  d an g ero u s  situa tion , h e  ru n s  aw ay. H ow ever, he  re tu rn s  w h en  she 
n eed s  rescu in g  an d  p ro v id es a v e ry  com m on-sense m e th o d  of escap ing  the 
situa tion . H e  rescues h e r  from  th e  oub lie tte  by  crea ting  a door, b u t a t th e  sam e 
tim e, h e  adv ises h e r  to g ive up : "It ge ts a lo t w orse  from  h e re  on  in ," h e  says 
(scene 11). T he sensib le th in g  w o u ld  be  for h e r  to  g ive u p , b u t sensib ility  is n o t 
th e  en tire ty  of S a rah 's  personality . She show s th is m o s t c learly  w h en  she rescues 
L udo , an  action th a t m ak es H ogg le  ru n  aw ay, of course. "H ogg le  looks after 
h im self, like everyone!" h e  insists (scene 14), b u t S arah  p roves th a t n o t everyone 
looks o n ly  after them selves. H o g g le 's  constan t rescu in g  of Sarah  show s th a t he  
d o e sn 't rea lly  on ly  th in k  of h im self, either, th o u g h  h e  th inks mostly of him self. 
H is  fear of Jare th  d rives h im  to b e tray  Sarah  by  g iv in g  h e r  th e  d ru g g e d  peach. 
H ow ever, h e  re tu rn s  to  h e lp  th e  p a rty  figh t th e  g ian t m eta l g u a rd ia n  of the 
G oblin  C ity  for n o  perceivab le  reason  besides h is care for S arah  a n d  gu ilt at 
h a v in g  be tray ed  her, an d  h e  is w illing  to  follow  h e r  in to  Ja re th 's  lair to  f igh t h im . 
H e r com passion  an d  frien d sh ip  g ive h im  th e  courage to face h is  fear.
L u d o  rep resen ts  com passion  a n d  loyalty . T hese tra its  ap p ea r to  be the 
ro o t of S a rah 's  personality , h e r  g ro u n d in g  force; L u d o 's  ab ility  to  com m unicate  
w ith  rocks ind ica tes a ra p p o r t w ith  th e  m o s t basic fo rm  of n a tu re : th e  g ro u n d  
itself. H e  is " to ta lly  u n ta rn ish ed  an d  all feeling, incapab le  of cynical th o u g h t,"  as 
w ell as th e  b ru te  force of the  team  (Brian H enson , "Journey"). W hile  h e  is n o t an 
accom plished  h a n d -to -h an d  fighter, b e in g  too b ig  an d  slow , h is  ra p p o r t w ith  
rocks m ore  th a n  m ak es u p  for it. T his rap p o rt, n o t H ogg le  (though  she calls for 
h im  first), saves S arah  from  th e  Bog of E ternal Stench. H is  rocks also d o  m o s t of 
th e  figh ting  in  th e  G oblin  City, c learing  th e  w ay  for S arah  to face Jareth.
Sir D id y m u s rep resen ts  courage  an d  b ro therhood . H e  is n o t reg u la ted  
b y  fear o r com m on sense; h e  charges in to  p laces th e  o thers  w o u ld  ra th er 
app ro ach  w ith  caution . B rian H en so n  describes h im  as " ju st th e  p ic tu re  of
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ga llan try , an d  th a t 's  p re tty  m u ch  all h e  is, is ju s t h o n o r a n d  gallan try . [...] W hich 
is w o n d erfu l an d  som etim es can be  considered  g rea t b ravery , b u t som etim es 
could  be  considered  en o rm o u s s tu p id ity "  ("Journey"). H e is com patib le  w ith  
L u d o —loyalty , courage, an d  b ro th e rh o o d  are  v e ry  sim ilar tra its—b u t the 
com plete  opposite  of H oggle. H e  m a y  be seen as S arah 's  overd ram atic  tra its; he  
is an overb low n  caricatu re  of A rth u rian  ch ivalry  w ith  a d ash  of D on Q uixote  
(W hite 127-8; A ren d t 44). H e  agrees to  go qu ie tly  in to  th e  G oblin  C ity  o n ly  after 
S arah  assu res h im  th a t qu ie tness  does n o t m ak e  h im  a cow ard. D u rin g  th e  battle  
in  the G oblin  C ity, h e  con tinues to  believe h e  h a s  th e  u p p e r h a n d  desp ite  be ing  
seriously  o u tn u m b ered . D id y m u s h im se lf n ev er tru ly  h e lp s  Sarah  th ro u g h  any  
situa tion , th o u g h  h e  constan tly  tries to.
O th e r m ore  m in o r characters an d  situa tions are  also allegorical. T he Fire 
G ang, fu zzy  re d  crea tu res w h o  can take  them selves apart, rep resen t the 
irresponsib le  teenage years. T heir song, "C h illy  D ow n," reflects a lack of 
responsib ility  a n d  care w ith  lyrics such  as "D o n 't go t n o  p rob lem s /  A in 't go t no  
su itcase /  A in 't go t n o  clo thes to  w o rry  ab o u t /  A in 't go t no  rea l esta te  o r jew elry  
o r go ld  m in es to  h a n g  m e u p "  (scene 17). T hey  h a n g  o u t in  th e  w oods p lay in g  
gam es an d  try  to  d ra g  S arah  in to  the  easy  freedom  th ey  claim  to enjoy. H er 
inab ility  to  re la te  to  th em  a n d  fru s tra tio n  w ith  th em  ind ica tes th a t she h as g row n  
p as t such  laz iness an d  irresponsib ility  a n d  is n ea rly  re ad y  to en te r th e  g ro w n -u p  
w orld . H ow ever, th e ir im m a tu rity  h a s  a  d a rk e r side. T hey  can also be  seen to 
rep re sen t a  physica l d an g er to  a  g ir l 's  sexuality . L ater in  "C h illy  D ow n," the 
lyrics inc lude  en co u rag em en ts  to w ard  sexual b ehav io r such  as:
Drive you crazy, really lazy, eye rollin ', funky strollin ', ball play in '
H ip sw ayin', trouble m akin ', booty shakin', tripping, passing, jum ping 
Bouncing, d riv in ', stylin', creeping, pouncing, shoutin ', screamin'
Double dealin ', rockin', rollin ', and a reelin'
W ith the m ackin ' sex appealin'.
C an you d ig  our groovy feelin'? [ . ]
Just stru t your nasty  stuff 
Wiggle in  the m iddle, yeah 
Get the tow n  talking. (scene 17)
W h en  Sarah does n o t jo in  in  th e ir gam e, th ey  try  to  force h e r  to  rem ove h e r  head , 
w h ich  can be  seen as an  a ttem p t to  take  h e r  v irg in ity  (or an  a ttem p t to  rem ove 
h e r  ra tio n a lity  so she w ill jo in  th em  in the ir hedon ism ). I t is very  subtle, on ly  
tru ly  recogn izab le  to  those  w ho  k now  th e  te rm  "m a id en h ead "  an d  u n d e rs ta n d  
o ld er m ean in g s b e h in d  references to  o n e 's  "h ead ."  T he sub tle ty  is necessary , 
how ever, in  o rd e r to  avo id  frig h ten in g  ch ild ren  o r exposing  th em  to id eas th ey  
m a y  n o t be re a d y  for. T he inc lusion  of th e  id e a  is also necessary ; g ro w in g  u p  can 
be  dangerous, an d  m a n y  g irls face th rea ts  such  as this. F ittingly , it is H ogg le  w ho
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rescues h e r  from  th e  F ire G a n g -s e n s ib il i ty  rescues h e r  from  senselessness an d  
hedon ism .
A lthough  th e  F ire G an g 's  version  of sexuality  is n o t to  S a rah 's  liking, 
la te r she is show n  exp lo ring  h e r sexuality  in  the  ballro o m  sequence. She is 
d ressed  in  v irg inal w hite , m o v in g  th ro u g h  a c row d  of a d u lts  in  gob lin  m asks, 
look ing  for Jareth . H e  seem s to be p lay in g  a gam e w ith  her, a llow ing  h e r  to  see 
h im  for b rie f m o m en ts  before  d isap p earin g . W hen  she finally  com es face-to-face 
w ith  h im , h e  sw eeps h e r  u p  in  a dance  an d  croons "As th e  W orld  Falls D ow n ," a 
love song  w h ich  p rom ises h is  u n d y in g  loyalty  a n d  affection (scene 21). Sarah  is 
obv iously  uncom fo rtab le  w ith  h is  decla ra tion  of love an d  the  beh av io r of the 
m ask ed  ad u lts  a ro u n d  h e r  an d  m akes h e r escape. B rian H en so n  claim s th a t this 
scene is an  exp lo ra tion  of " th a t th in g  th a t h a p p e n s  w ith  girls a t th a t age, w ho  can 
p u ll u p  an  illu sion  th a t they 're  an  a d u lt [...]. [T]hey e n d  u p  w ith  the  stru g g le  of 
w h a t h a p p e n s  w h en  an  ad u lt m a n  starts  to re sp o n d  to  you  [...] it 's  scary  for her"  
("Journey"). Jim  H en so n  says, " sh e 's  w alk ing  in to  a very  ad u lt situa tion  w here  
she k now s sh e 's  too y o u n g  to  be there . I t 's  som eth ing  th a t 's  a ttrac tive  to her, yet 
also rep e llan t"  ("Inside"). S arah 's  s ta tu s  as n o t qu ite  a w om an , no  longer a little 
girl, a d d s  to  th e  tension ; it w o u ld  be v e ry  easy  for h e r  to  g e t d ra w n  in to  th is 
w o rld  th a t sh e 's  n o t yet re ad y  for. She is o ld  en o u g h  to  h ave  rom an tic  
re la tio n sh ip s -  h e r  s tepm o ther m en tio n s th a t she w ishes Sarah  w o u ld  h av e  dates 
a t h e r age -  b u t n o t ye t o ld  en o u g h  for th e  b ra n d  of sexuality  Ja re th  is offering. 
Jareth , as th e  D em on  Lover, is a m ore  overt p red a to r th a n  the  F ire G ang, b u t 
S arah  recogn izes th e  d an g er an d  does n o t a llow  h im  to seduce  her.
W h ethe r th ro u g h  reliance o r in d e p e n d e n t convergence, Labyrinth 
p a ra lle ls  th e  d ream  v ision  trad itio n  to  a llow  a y o u n g  w o m an  to  g ro w  u p  in  an 
am az ing ly  sho rt sp an  of tim e. I t is a jo u rn ey  th ro u g h  th e  confusion, tw ists, an d  
tu rn s  of th e  em otional an d  in te llectual m a tu rin g  of a teen ag ed  girl. Executive 
P ro d u cer G eorge L ucas exp la ins it thus:
She's on tha t cusp betw een being an  adu lt and  a big sister [ . ]  and its her 
struggle to k ind  of com pete w ith  these tw o things, bu t of course, in the 
end, she enters adulthood on  her ow n term s, no t on the term s of society or 
w hat her peer group says she should be doing or w hat the tem ptations 
are; she moves into it as her ow n w om an. ("Journey")
S arah  faces th e  tem p ta tio n  to  stay  a child, the  d an g ers  of b u d d in g  sexuality , and  
h e r  ow n  p e rso n a lity  flaw s an d  com es o u t of the  experience  a m ore  in teg ra ted , 
contro lled , an d  m a tu re  h u m a n  being. She h a s  lea rn ed  to contro l h e r  im ag ination  
w ith o u t lo sing  it, sy m p ath ize  w ith  o th er h u m a n  beings, an d  in te rac t w ith  the 
w o rld  in  a h ea lth y  m anner. H en so n  h a s  sh o w n  the  n o rm al m a tu rin g  of a yo u n g  
w o m an  in  a com pressed  form at, a d re a m  vision, to  m etap h o rica lly  and  
allegorically  exp lo re  th e  tria ls th a t g irls m u s t e n d u re  to  becom e w om en.
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